found effect upon the emergence of fresco cycles devoted to the Infancy of the Virgin in early fourteenth-century Italy.
Fresco cycles of the Infancy of the Virgin visually chronicle the events of Mary's birth and childhood beginning with the story of her parents, Joachim and Anna. Traditionally, the cycles begin with a tale of woe of two parents left childless for the first twenty years of their marriage. One day, when Joachim's sacrifice to the Temple in Jerusalem is refused because of their infertility, he runs to the desert humiliated, abandoning his wife and leaving her to believe that he was dead. In his hour of desperation, an angel of the Lord appears to Joachim and foretells of Mary's birth and instructs Joachim to return to Jerusalem where he is to be reunited with his wife and blessed with a child. The scene of their reunion under Jerusalem's Golden Gate symbolically represented Mary's conception and is followed by scenes of her birth. These cycles often conclude with the Presentation of Mary in the Temple at the age of three and Joseph's blooming rod as a sign of God's selection as the chosen one to marry the Virgin Mary.
2
Although there are no biblical sources for Mary's infancy, written sources for her early life are recorded in the apocryphal texts of the Greek Protevangelicum of James and the later Gospel of Influenced by these texts, in the seventh century Pope Sergius first established the feast celebrating the Virgin's birth on September 8th when special manuscripts were brought from the east to Rome explicitly for the occasion. Thereafter, the feast of the Nativity of the Virgin became part of the official church calendar. 4 A century later, frescoes of the Birth of the Virgin first appear in Santa Maria Antiqua in Rome. These early Italian representations were strongly influenced by Byzantine culture, where the Nativity of the Virgin was already a well-established feast in the Orthodox Church.
5 By the late thirteenth century, the Virgin's early life was incorporated into the Legenda Aurea, or Golden Legend (c.1275) . Written by the Dominican Jacobus de Voragine and distributed widely throughout western Europe, the popularity of the Golden Legend quickly influenced the visual arts and by the early fourteenth century the text was the preferred source used by artists for sacred imagery.
Over thirty years ago, Don Denny first proposed a possible link between one of Giotto's early panels from the Arena Chapel, The Meeting at the Golden Gate, and the teachings of John Duns Scotus (Fig. 1) . The scene depicts Joachim and Anna's joyful reunion after Joachim's rejection from the Temple. Eyes locked, Joachim embraces his wife and in return, she sweetly caresses her husband's cheek and they kiss, symbolizing Mary's conception. Giotto, the masterful storyteller, translates one of the early Renaissance's most tender images into the most perfect illustration of what many medieval minds saw as the Immaculate Conception. In essence, Giotto gives a visual lan-guage to an abstract and controversial dogma, one that concurrently was being defended by John Duns Scotus in Paris.
At the time of his death in 1308, Scotus was at the forefront of the theological debate over the Immaculate Conception. 7 Although not the originator of the doctrine, his arguments in support of Mary's release from the stain of original sin at the time of her conception had a profound effect on Marian theology, spurring vigorous debate and reviving interest in the doctrine. Although not officially claimed as church dogma until 1854, the Immaculate Conception of Mary gained immense popularity throughout the medieval period due in large part to the Franciscans who were its greatest supporters. According to Scotus, Mary was protected by a unique grace from God that preserved her from contracting original sin and allowed her to be conceived immaculately. In his commentaries on the Sentences of Peter Lombard, Scotus argued that Christ, as the perfect Redeemer, was capable of exempting his Mother from original sin before her birth.
Scotus's support of the dogma was highly controversial. The debate over the Immaculate Conception split the two main mendicant orders, with the Franciscans embracing the dogma and the Dominicans fiercely rejecting it. 8 The Dominicans, inspired by the teachings such as those of Thomas Aquinas argued that, "Mary was sanctified in the womb but not before animation, since in this case she would not have needed to be redeemed by Christ. Doctrine and Devotion (New York: Sheed and Ward, 1964), 310-11. 9 Ibid., 279.
for she would have contracted original sin by reason of her common birthright were she not prevented by the grace of her mediator [Christ] , -and just as others would have had a need for Christ that through his merits the sin they had already contracted be remitted, so she had an even greater need of a mediator lest she would need to contract it at some time and to prevent her from contracting it (Ord. III, d. 3, q. 1)."
10
In fact, the Immaculate Conception proved that Christ was indeed the most perfect Redeemer because a "redemption that preserves from sin is more perfect than one that frees from it." 11 Although controversial, Scotus's message was quickly adopted by many of his fellow Franciscans. The dissemination of his teachings was widespread, reaching Italy in the early fourteenth century through followers such as Francesco degli Abbati and Landulpho Caracciolo.
12 By 1320, Robert of Anjou, King of Naples and Sicily had commissioned a treatise on the Immaculate Conception by Jacques d'Alba and around the same time there is evidence that the Office of the Conception was being celebrated in Perugia. 13 Liturgically, the Franciscans began to celebrate the feast as part of the Nativity of the Virgin, before Pope Sixtus IV, a Franciscan, 15 Ibid., 13. 16 Prior to this period, only isolated representations of Mary's life exist in monumental wall painting in Italy, the most notable of which is the choir of the upper basilica of San Francesco in Assisi, attributed to Cimabue from around 1279. Although the panels are badly damaged, they reveal the existence of four early Marian scenes -the Annunciation to Joachim, the Birth of the Virgin, the Presentation of Mary in the Temple and the Marriage of the Virgin. Of interest is the fact that the cycle does not include an illustration of the The Meeting at the Golden Gate. This is significant because it predates the arrival of Scotus's teachings on the Immaculate Conception in Italy. See Jacqueline Lafontaine-Dosogne, 156-57.
Tolosini Chapel (1320s), the Baroncelli Chapel (1328-1335) and the Guidalotti-Rinuccini Chapel (1363-71).
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Of the three known fresco cycles dedicated to the Virgin Mary in Santa Croce, two focus exclusively on the Infancy of the Virgin. 18 The earliest is the Baroncelli Chapel painted by Taddeo Gaddi, Giotto's trusted apprentice, completed between 1328-1335. 19 The chapel is dedicated to the Annunciation of the Virgin and is decorated with two fresco cycles divided onto two adjoining walls. The east wall contains five 17 18 The Tolosini (or Tolosinghi) Chapel is located in the north transept of Santa Croce. Dedicated to the Assumption of the Virgin, the frescoes, the majority of which are no longer extant, were attributed to Giotto and must have been painted prior to 1328 when he left for Naples. Although the majority of the fresco decoration no longer survives, according to Vasari, the chapel once included the Birth of the Virgin, the Marriage of the Virgin, the Annunciation, the Adoration of the Magi, the Presentation in the Temple, the Death of the Virgin and an illustration of her Assumption. Today, the Assumption is the only fresco that still remains, Vasari's sixteenth-century description is our only record of the frescoes, which he describes in his usual brevity as, "all very beautiful. scenes depicting the Infancy of the Virgin and the south wall depicts scenes from the Infancy of Christ, beginning with the Annunciation. Isolated on its own wall, the Infancy of the Virgin was the first full-length cycle of Mary's youth as a subject in Santa Croce (Figs. 2 and 3) . The cycle begins in the lunette with Joachim's Expulsion from the Temple and Dream in the Desert. The cycle then continues in the second register with the Meeting at the Golden Gate and the Birth of the Virgin and concludes in the third register with the Presentation of the Virgin and the Marriage of the Virgin. Located at the end of the south transept, the Baroncelli Chapel adjoins the public worship space of the church, just off the nave. As was common in this period, the chapel was decorated with images that were likely dictated by the custodian of Santa Croce, a friar in charge of orchestrating all the artistic programming for the church and who likely received his instructions from Assisi. 20 On the approach to the chapel, the Infancy cycle appears on the left wall, confronting the viewers as they enter the L-shaped space.
The second fresco cycle dedicated to the Infancy of the Virgin is the Guidalotti-Rinuccini Chapel painted by Giovanni da Milano and Matteo di Pacino between 1363-1371 (Fig. 4) . Interestingly, the cycle is a near frame-by-frame replica of the Baroncelli east wall.
22 Although almost identical, the one factor that distinguishes the Guidalotti-Rinuccini Chapel from the Baroncelli is its location. Placed within the sacristy of Santa Croce, the chapel is not part of the pubic worship space. Instead, at the time of its construction, its primary audiences were its patrons and the friars of Santa Croce, who used the sacristy as one of the passageways from the cloister to the main church. In fact, the Infancy of the Virgin cycle was oriented towards the friars as they left the cloister and prepared to enter the public worship space. Paired with scenes from the Life of Mary Magdalen on the opposite wall of the chapel, the two cycles created a powerful thematic juxtaposition of salvation through penance and piety.
Painted nearly thirty years apart, the Baroncelli and Guidalotti-Rinuccini cycles share one important characteristic, the placement of the Meeting at the Golden Gate. In both chapels, this illustration of the Immaculate Conception is located on the edge of the wall closest to the chapel entrance, prominently placed to face the viewer. Further examination of these cycles begs the question, "Why the need for two, almost duplicate fresco cycles of the same subject in one church?" The walls of Santa Croce are infused with images that promoted Franciscan theology, both implicit and overt, images that articulated the values of the Order, such as penance and poverty. The duplication of this image cycle in prominent locations in both public and private areas of the church speaks to the importance of the Infancy of the Virgin to the friars of Santa Croce and suggests its resonance within the Order.
In sharp contrast to the proliferation of Infancy of the Virgin imagery in Santa Croce, it is worth noting that across town in the Dominican church of Santa Maria Novella, where Scotus's teaching on the Immaculate Conception fell on deaf ears, the subject of the Infancy of the Virgin was treated in a much different manner. Around 1348, the north wall of the Ricci Chapel, or choir chapel, of Santa Maria Novella was painted by Andrea Orcagna with a full-cycle dedicated to the Life of the Virgin. 23 The frescoes, which are now lost, once prestigiously occupied the main chapel traditionally reserved for images of the titular saint, or dedication, of the church. Ten years after its completion, in 1358, a lightning storm caused severe water damage to the vaulted ceiling above the chapel and ruined the frescoes. For nearly a hundred years they remained damaged until Domenico Ghirlandaio was hired to repaint them in 1486. According to Vasari, Ghirlandaio preserved the integrity of Orcagna's lost panels by faithfully replicating the original design and compositions.
24 Located on 23 The high altar of Santa Maria Novella was originally patronized by the Ricci family who donated a large parcel of land to the Dominican friars for the construction of the Church. They were in charge of the first wave of decoration, before the eventual transfer of power of the chapel to the Tornaquinci family who hired Domenico Ghirlandaio. See Giurescu, 83-85 and also Mina Gregori, "Giovanni da Milano," Il Complesso Monumentale di Santa Croce (Florence: Centro Internazionale del Libro, 1983), 166.
24 Vasari records, "Bernardo took him (Orcagna) in company with himself to paint the life of Our Lady in the principal chapel of S. Maria Novella, which then belonged to the family Ricci. This work, when finished, was held very beautiful, although, by reason of neglect … it was spoilt by the north wall of the chancel, the cycle depicts seven scenes, four of which pertain to the Infancy of the Virgin. Read somewhat unconventionally from bottom to top, the cycle begins in the lowest register with the Expulsion of Joachim from the Temple and the Birth of the Virgin and then continues as the eye moves upward with the Presentation of the Virgin in the Temple, the Marriage of the Virgin, the Nativity, the Massacre of the Innocents, and finally concludes with the Dormition of the Virgin and Assumption of the Virgin in a single frame in the lunette. Notably absent from the cycle is a depiction of the Meeting at the Golden Gate. 25 The absence of the scene is odd, given that four of the five major events of Mary's youth are represented. One possible explanation is the fact that by the mid-fourteenth century, the Meeting at the Golden Gate was firmly established as a visual representation of the Immaculate Conception and in conflict with Dominican theology.
Although the anomalies listed here suggest that the divisive teachings of Scotus partitioned the visual culture of Florence in the fourteenth century, in truth, his teachings sparked a new found interest in visually portraying the life of Christ's mother, the intercessor for all and model of purity and humility. The visual reinforcement of these early images helped establish a set iconography for Mary's life prior to the Annunciation, which included the Meeting at the Golden Gate. By the turn of the fifteenth century, fresco cycles of the Infancy of the Virgin were common across Italy and regularly included illustrations of the Meeting at the Golden Gate. Of note is the occurrence in 1380 of a second cycle dedicated to the Infancy of the Virgin in Santa Maria Novella, this time the rains and thereby brought to the condition wherein it is today … It is enough for the present to say that Domenico Ghirlandaio, who repainted it, availed himself greatly of the invention put into it by Orcagna." Vasari, Lives of the Artists, vol.1, 179. 25 Although there are no panels dedicated to the Meeting at the Golden Gate in Ghirlandaio's cycle, in the upper left of the frame there are two figures standing atop a staircase locked in an embrace possibly referencing Joachim and Anna. Their inclusion in the fresco is an obvious fifteenth century addition by Ghirlandaio who likely felt the cycle was incomplete without the image's inclusion.
